given present moment to its past and its future is what gives the listener an orientation and the discourse its meaning'. 13 The individual units thus have a reciprocal relationship so that (a) frames (b) and (c), and (b) also frames (c), while (c) adds to (b) and (a), and For example, the statement that Menelaus killed Scamandrius is followed by an anecdote and description of how Menelaus kills him (Il. 5.49-58). The anecdote, about Artemis having taught Scamandrius to hunt, is not a digression from the main narrative but allows 'the killing proper [to] take place within the context of the victim's tradition'. 15 Accordingly, 'The global-framing statement, uttered during a moment of orientation, has become a specific, fully contextualized concept by the time the speaker reaches the goal'. 16 In other words, (c) differs fundamentally from (a) on account of the intervening information, even though it repeats its contents.
None of these scholars investigates large-scale patterns. Whitman offers a genetic explanation, arguing that ring-composition originated as a mnemonic device used in small-scale narratives. 17 Ring-composition loses its original function, however, 'when it becomes the structural basis of a fifteen-thousand-line poem such as the Iliad. It has become an artistic principle'. 18 By 'artistic principle', Whitman means that the structural properties of rings were exploited to balance and frame, so that 'the use of "hysteron proteron," giving the effect of concentric circles, was gradually transformed from a mnemonic device to an architectonic one'.
19
One of Whitman's most important findings concerns the Iliad's temporal sequence, in which Books 1 and 24 balance each other, with Book 9 at the centre: In an earlier study, Myres identified Book 9 as the temporal and structural centre of the Iliad. 21 Richardson, however, notes that Myres' analysis has been skeptically received because it divides the narrative unevenly. 22 Speaking of ring-composition generally,
Gaisser declares that 'The primary objection to this type of structural analysis is that the scale is not always consistent'. 23 Although Richardson rejects the level of detail in Whitman's analysis, there is ultimately little to distinguish between his and Whitman's understanding of how largescale rings actually operate. He observes that whereas there is broad consensus that Books 1 and 24 complement and balance each other, scholars have had difficulty identifying the Iliad's structural centre. He then proceeds to review pairs of books in chiastic order, concluding that meaningful parallelism can be observed as far as six books, or roughly fifty percent, of the way into the poem in either direction. 24 The inference Richardson draws is that the poet 'will naturally take most care over the opening and closing parts of his work, where consequently we find the clearest correspondences, providing the narrative "frame" . . . ' . 25 As we approach the centre, however, the rings 'gradually fade out'. 26 Douglas observes that rings are a species of structural parallelism, which, drawing on the work of Roman Jakobson, she sees as 'hardwired in the brain': 27 'Jakobson's idea implies an aesthetic theory about the satisfaction derived from the brain making images of itself at work and duplicating its own structure and activity '. 28 This is why authors throughout history have employed ring-composition: 'The brain works by making parallelisms. No other explanation is necessary'. 29 As for why authors should resort to the chiastically ordered parallelism of ring-composition, Douglas observes that rings are difficult to execute, and can thus authenticate narrator and narrative. 30 Douglas finds a second explanation for ring-structures in their ability to provide closure through return to the beginning. This she identifies as product of 'a home seeking urge', concluding 'that "homing" is another of our fundamental mental resources, like making analogies and parallelisms'. 31 Meaning, however, is conditioned by cultural context: 'The myth of eternal return can be taken to be comforting and stabilizing, or it can be seen as a frustratingly sinister trap. Alternatively, it is equally possible for every ending to be an opening on a new ring, a philosophy of renewal and regeneration'.
32
Douglas identifies these formal elements as characteristic of large-scale ringcompositions: 33 a prologue introduces the central theme and characters; the narrative is divided in two by a 'mid-turn' echoing the prologue and conclusion; the second half of the narrative runs parallel to the first in chiastic order; all subsections are clearly demarcated, often by minor ring-structures, especially the mid-turn; closure is signaled with the repetition of key words and themes from prologue and mid-turn; an epilogue, or 'latch', is common in long narratives and sets 'the text as a whole in a larger context, less parochial, more humanist, or even metaphysical'; 34 to identify individual rings, we need 'at least two distinctive items found in both members of the pair, but nowhere else'.
35
In contrast to Richardson, Douglas lays particular emphasis on the 'mid-turn', which she finds definitive of ring-composition and its most important feature. 36 The flanking rings serve to frame a structural centre which they thus identify and emphasise. 37 However, 'The mid-turn is not in the middle in any quantitative sense. The best way to recognize it is by the two supporting series flanking it on either side and showing a conspicuous correspondence to each other'.
38
To identify the Iliad's mid-turn, Douglas turns to Whitman's analysis of the temporal sequence. As Whitman notes, the embassy is flanked by single days of fighting, and Douglas is able to find, in addition to their clearly sign-posted temporal markers, two corresponding 'items' that identify them as parallel: 'On day 4 Zeus sends up his eagle (8.247) . . . and Zeus also prophesies Patroclus's death and Achilles' entry into the war.
On day 5 the eagle portent is repeated and the prophecies of day 4 come true'. 39 The rings created by Noemon and his ship, the two assemblies, and Penelope's grief, are strongly marked and easily recognizable.
The rings bracketing the Telemachy serve more than one purpose. First, as Bakker has argued in the case of small-scale compositions, they do not simply return to the point of departure, but the intervening narrative ensures that this is a return with a difference:
we now see Ithaca in explicit contrast with Pylus and Sparta. In particular, the •ρ α ν ο ς described in the closing scene at Sparta (4.621-4) contrasts sharply with the feasting of the suitors, which Athena sarcastically declares is no picnic (1.226). 52 Moreover,
Telemachus now clearly poses a threat to the suitors, with the result that the situation on Ithaca too has changed. Finally, the ring created by the second divine assembly formally subordinates the Telemachy to the main narrative so that it contextualises the story of Odysseus: this is the situation, wife, and son Odysseus will return to. We shall presently see that the Telemachy is subordinated to the main narrative in another way as well. The second assembly is thus 'resumptive', returning the listener to the nostos of Odysseus announced in the first assembly after an extended anecdote about Telemachus. But the sequential return to the poem's opening scene also serves to announce that the story is starting over with a new cast of characters. If this analysis is correct, then it supports Whitman and Scodel's argument that the assemblies of Books 1 and 5 are, in a sense, the same. 53 Telemachus consequently hears about his father's presence in Ogygia on the same morning that Odysseus departs for home. The 'second proem' precedes a divine assembly, as does the first, but lacks a formal parallel in Book 5. Poseidon appears at the same structural juncture in A´ as he would had the ring-composition continued with D´. The preceding rings may have suggested the entry of Poseidon into the narrative at this point, and even introduced an element of suspense, since they imply he will destroy the ship with Odysseus still on board. But even though ring-composition is not used to return to the beginning, it still frames the entire narrative set on Scheria. What remains to be explained, then, is why A through D and their corresponding primes are narrated in the same rather than chiastic order.
It is now necessary to consider the plot of the Odyssey, which as noted is organised by a repeated sequence of themes. Moreover, the pattern is complex, with a number of features that do not have an obvious morphological explanation at the level of the type-scene. Roman entries occur in all three narratives, while those italicised occur in two, indicated by their initials 'T' (Telemachy), 'P' (Phaeacis), and 'R' (Revenge): 
33) If the hero conceals his identity, royal youths insult his appearance and prowess,

34) he enters a contest which he wins, thereby avenging the insult,
35) and reveals his identity (PR).
36) Goods and honors are offered to placate the offended (PR) hero.
37) The hero or host narrates his adventures, 38) which include or are followed by Catabasis, and accounts of Odysseus, Agamemnon, Achilles (PR) and a grieving parent. 61 39) The hero is offered, or recounts receiving, gifts, 40) followed by further feasting.
The thematic sequence elucidates the end of the Phaeacis. The feast in Alcinous' palace in Book 13 corresponds to theme 40, so that the sequence is now complete. As in the Telemachy, this is itself a ring-structure, followed by a series of further themes that provide closure to the Scherian narrative (figure 7: F´ -D´). The last four themes, however, belong to the next iteration of the sequence. The feasting of the Phaeacians in Book 13 creates a ring (G´) that also corresponds to theme five. Odysseus' pledge of Arete before departing (F´) echoes his earlier supplication on entering the palace and reminds us of the queen's prominence. It thus corresponds to theme six, as does his isolation during the feast. His nocturnal departure from Scheria (E´) balances his nocturnal arrival and corresponds to theme eight. The 'second proem', divine assembly, and Poseidon's journey to earth, occur during the Phaeacians' return voyage, and the section is framed by scenes of Odysseus sleeping and waking on Ithaca. Nevertheless all of the themes in the previous iterations of the pattern are represented except four and seven. The sequence is thus: 5, 6, 8, 1, 2, 3, 9 and so on. Like the rings at the end of the Telemachy, these themes serve double-duty, simultaneously concluding the Phaeacis and launching the Revenge. The effect is to erase the very narrative boundaries that the storypattern would naturally impose: it is as though we are dealing with a poem designed to be unperformable in the sense of being unstoppable.
Other departures from the sequence of themes can be explained by the process of local adaptation, compression and expansion. In the Phaeacis, for example, the initial destination is eliminated, while in the Revenge, Eumaeus' hut, to which Odysseus first proceeds, provides a setting in which to develop the themes of disguise and testing, and to reunite Odysseus with his son. These sorts of examples could be much expanded, but the sequence still remains fairly uniform, both in the recurrence of themes and the order in which they appear. Type-scenes, it should be noted, can undergo similar expansion and compression while maintaining a fixed thematic sequence. Further analysis of these engagements is for another study. More important in the present context is the typology of the sequence. It is generally recognised that the plot of Homeric epic is structured by the 'Withdrawal and Return' story-pattern which, Albert
Lord argues, originates in fertility myth:
The essential pattern of the Iliad is the same as that of the Odyssey; they are both the story of an absence that causes havoc to the beloved of the absentee and of his return to set matters right . . . . The rape of Persephone in all its forms as a fertility myth underlies all epic tales of this sort, and until the historical is completely triumphant over the mythic, all such tales are likely to be drawn into the pattern of the myth. 65 
Six years later, Mary Louise Lord published a detailed comparison of the Hymn to
Demeter with the epics. At the outset, Lord cautions that she is 'not suggesting literary indebtedness, but instead similarity in the use of old and widespread epic themes'. 66 Nevertheless, she makes the plot of the Hymn the basis of her comparison:
The narrative pattern ... centers on the following principal elements with accompanying themes:
(1) the withdrawal of the hero (or heroine), which sometimes takes the form of a long absence; this element is often closely linked with a quarrel and the loss of someone beloved;
(2) disguise during the absence or upon the return of the hero, frequently accompanied by a deceitful story;
(3) the theme of hospitality to the wandering hero; (4) the recognition of the hero, or at least a fuller revelation of his identity; (5) disaster during or occasioned by the absence; (6) the reconciliation of the hero and return. 67 Although Lord observes that the themes generally occur in the same order, she argues that the sequence may be altered to suit the needs of the narrative. This obviously obtains when, as she also notes, important themes are repeated for emphasis.
Lord finds that themes two through six are well represented in the Odyssey, but that the first theme is not. As a possible echo, she offers the wrath of Poseidon, which leads to Odysseus' absence and the death of his companions, though she concedes that the absence is not motivated by the hero's loss (nor is it motivated by his wrath). 1) The hero suffers outrage or disgrace;
2) initiates a plan of revenge;
3) departs from home as part of the strategy; The Withdrawal and Return story that is the Odyssey meets the formal requirements of large-scale ring-composition as outlined by Douglas: the beginning is echoed at the end, and it has a clearly marked mid-turn that echoes both. The prologue looks forward to the mnesterophonia and reunion with Penelope by speaking of how Odysseus yearns for his wife, and the contest (1.18: •έ θ λ ω ν ) that awaits him even among ) that awaits him even among his own people (19: φ ί λ ο ι σ ι ).
). 75 The divine assembly reinforces this with the paradigmatic account of how Orestes killed Aegisthus for courting Clytemnestra (39: µν ά α σ θ α ι •κ ο ι τ ι ν )
•κ ο ι τ ι ν ) ) and murdering Agamemnon. Athena then declares that she will place 'manhood' in The prophecy of Tiresias (11.100-37) is key to understanding the Necyia as a midturn. It echoes the themes of the prologue and first divine assembly when Tiresias declares that Poseidon hates Odysseus and is hindering his return because he blinded Polyphemus. At the same time, the prophecy looks forward to the poem's conclusion: if
Odysseus' companions harm the cattle of Helius Odysseus will return late and alone to find suitors devouring his own biotos; he will, however, take revenge on them. 79 These parallels are reinforced when Odysseus repeats to Penelope the further prophecy that he must undertake another journey to propitiate Poseidon (23.268-84~11.121-37). Ringstructures feature so prominently in the Apologue not simply to authenticate Odysseus as story-teller, but also to mark the Necyia as the poem's mid-turn.
Finally, there is a narrative-latch. Aristophanes and Aristarchus notoriously claimed that the Odyssey ends at 23.296. 80 To be sure, the thematic sequence I have outlined integrates Odysseus' adventure-story to Penelope, the second Necyia and recognition of Laertes into the narrative. 81 But there is an important respect in which the Alexandrians are right, for the Odyssey ends twice, once after Penelope recognises Odysseus, and a second time after Laertes does so. The events following the second Necyia thus constitute the latch that places the story in its wider metaphysical context.
This it accomplishes in two ways: most directly, we see Zeus enact the 'principles of his rule', programmatically announced in the first divine assembly, by putting an end to needless human suffering. 82 When Eupeithes and over half the parents of the suitors set out to take revenge on Odysseus, the scene switches to Olympus, where Athena asks whether Zeus intends war or friendship (24.472-6) . The scene is a variant on the previous divine assemblies in which Athena complains of the mistreatment of Odysseus. The scene thus sends a false signal that the story is starting over again. This is reinforced by cultural expectations, for after Odysseus kills the suitors it is to be assumed that their relatives will attempt to retaliate. Zeus, however, responds by suggesting that the suitors' relatives be made to forget their sorrows. He thereby puts an, or even the, end to the eternal return of death by vendetta, so that an end to cyclical death is also the end of the Odyssey. •λ ί ο υ κ α • Σ ε λ ή ν η ς . κ α • Σ ε λ ή ν η ς .
• Σ ε λ ή ν η ς . . 87 Moreover, when Odysseus builds his marriage-bed on the stump of a living olive tree, he literally displaces the cycles of nature with the human life-cycles of waking and sleep, conception, birth and death, or in seasonal terms life, death, and rebirth. 88 This human cycle is embodied in Odysseus,
Telemachus and most completely Penelope, who conceives and bears a son on this very bed. 89 In this sense, she is the tree and Odysseus her gardener; yet she is equally the tree's gardener in that she cultivates their marriage and ensures the continued viability of the oikos by preserving the bed's integrity. The bed is not simply a sē ma ma of identity, it is that identity, invested with a numinous power such that its true nature is a carefully guarded secret. Moreover, Penelope recognises Odysseus by returning, through the narrative of the bed's fabrication, to their wedding night; and they are re-married on that same bed after Athena has rejuvenated her and her husband (18.187-96; 23.153-63). 90 Return home is equally a return to the past and with it erasure of the physical effects of over nineteen years spent at Troy and wandering. As important, with his successful reintegration into the household, Odysseus wins immortal kleos as the hero whose late Return heralds the return of prosperity to the entire kingdom. 91 His remarriage to Penelope is thus a hieros gamos that takes place on a displaced source of biotos.
This complex of themes is powerfully echoed in the recognition scene with
Laertes. 92 Whereas Odysseus incorporates living nature into the heart of his domestic space as the foundation of his marriage-bed, Laertes makes nature his domestic space, sleeping on the leaves of his orchard in summer and at the hearth of his farmstead in winter (11.187-96). While Penelope's preservation of the tree-bed represents the continued well-being of the family, Laertes' cultivation of the orchard sustains the household literally and symbolically through its production of biotos. 93 Whereas the foundation of the marriage(-bed) on a living tree displaces nature's cycles with those of man, and specifically Odysseus' family, 'In the primary rituals of planting and tending [Laertes] reasserts the connection between human life and the rhythms of nature'. 94 The orchard thus becomes a symbol of generational succession, from father to son.
Like the tree-bed, a living orchard representing the social reproduction of the family is both context and instrument of recognition and legitimacy. While the scar is offered to Penelope as proof of Odysseus' identity, only to be rejected, Odysseus now shows it to Laertes as a proof to be superseded. In both cases, the preferred token is a shared memory upon or within which the house of Arcesius is assimilated to the eternal returns of nature. Odysseus thus proves his identity by recounting the trees and vines Laertes had given him as a young boy. Whereas 'the gift which a father gives his son is life, and the right to give life in turn to his son', Odysseus affirms he is Laertes' son by reminding Laertes that he had once given him biotos. 95 Laertes thus recognises his son by returning through narrative to a time when he himself was in his prime.
In a real sense, then, the orchard is not simply a token that reveals Odysseus'
identity, but it is that identity as surely as his scar; nor, like the tree-bed, is it merely his own identity, but equally that of Laertes, who labored over it, and of Telemachus, who will inherit it. And so, the scene of reunion in an orchard as a new year begins reintegrates Laertes into the family after his Withdrawal, while Demeter restores life to the world and returns to Olympos when Persephone returns to her. The reunion of father and son in a symbol of cyclical nature reconstitutes the family across three generations, representing a complete human life-cycle of youth, maturity and old age that corresponds to the Homeric seasons of •α ρ , θ έ ρ ο ς and χ ε , θ έ ρ ο ς and χ ε and χ ε •µα in further expression of a 'philosophy of renewal and regeneration'. This is followed, as it must, with feasting, in which the reconstituted family is ritually affirmed through commensality. 96 Before they eat, however, Athena rejuvenates Laertes, just as she had earlier rejuvenated Odysseus before Penelope recognises him. Afterwards, Athena addresses Laertes as 'o son of Arcesius' (24.517: • •ρ κ ε ι σ ι ά δ η •ρ κ ε ι σ ι ά δ η ), the only time he is so-called in the poem. 97 All three generations of the household are now, miraculously, in the prime of life. This too is echoed in Laertes' orchard, where the vines are said to bear grapes 'continuously' (24.342: δ ι α τ ρ ύ γ ι ο ς ) in clear evocation of the seasonless and ageless environment of Elysium. 98 Laertes is even allowed to win his own measure of kleos by making the only kill described in the ensuing altercation with the suitors' parents. Thanks are also due to Egbert Bakker for an extremely helpful conversation and series of emails on ring-composition. Please credit them with anything you find convincing, and attribute all errors of fact and interpretation to me.
